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Founded in 1872, the School of Music combines the intimacy and intensity of 
conservatory training with a broadly based, traditional liberal arts education at the 
undergraduate level and intense coursework at the graduate level. The school offers 
degrees in performance, composition and theory, musicology, music education, 
collaborative piano, historical performance, as well as a certificate program in its Opera 
Institute, and artist and performance diplomas. 
Founded in 1839, Boston University is an internationally recognized private research 
university with more than 32,000 students participating in undergraduate, graduate, 
and professional programs. BU consists of 17 colleges and schools along with a number 
-
of multidisciplinary centers and institutes which are central to the school's research and 
teaching mission. The Boston University College of Fine Arts was created in 1954 to bring 
together the School of Music, the School of Theatre, and the School of Visual Arts. The 
University's vision was to create a community of artists in a conservatory-style school 
offering professional training in the arts to both undergraduate and graduate students, 
complemented by a liberal arts curriculum for undergraduate students. Since those early 
days, education at the College of Fine Arts has begun on the BU campus and extended 
into the city of Boston, a rich center of cultural, artistic and intellectual activity. 
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Ann Howard Jones, conductor 
Daniel Peterson, conductor 
A native of Eimer, New Jersey, Daniel Peterson is a master's student in choral 
conducting at the Boston University College of Fine Arts, where he currently 
studies conducting with Dr. Ann Howard Jones and Professor David Hoose. 
Previous teachers include.Or. PaulS. Jones, Dr. Betsy Burleigh, and Professor 
Weston Noble. 
Prior to beginning his studies in Boston, Mr. Peterson served as a music intern 
at Tenth Presbyterian Church in Philadelphia and taught choral music in New 
Jersey Public Schools. He was also a student at the Westminster Conducting 
Institute. Mr. Peterson is a member of Pi Kappa Lambda. 
B.M. (Music Education), Grove City College '08 
Michael Barrett, conductor 
Michael Barrett began his doctoral studies in choral conducting at Boston 
University in the fall of 2010. He is the music director of Renaissance chamber 
choir Convivium Musicum, and serves on the advisory board of L' Academie, a 
professional ensemble for Baroque music. Mr. Barrett has worked as a conductor 
ano music theory teacher at Harvard University and on the faculty of numerous 
early music summer programs. 
As a singer Mr. Barrett has collaborated with the Boston Camerata, Huelgas 
Ensemble, Blue Heron, Netherlands Bach Society, L' Academie, Seven Times Salt, 
and Exsultemus. He can be heard on harmonia mundi and Blue Heron record 
labels and has performed in several recent opera productions of the Boston Early 
Music Festival. 
Mr. Barrett earned an AB in music from Harvard University, an MM in choir 
conducting from Indiana University, and First Phase Diploma from the Royal 
Conservatory in The Hague, The Netherlands. He maintains a private studio, 
teaching advanced students in voice, musicianship, and music theory. 
Ann Howard Jones, conductor 
Ann Howard Jones is Professor of Music and Director of Choral Activities 
at Boston University. She conducts the Symphonic and Chamber Choruses, 
supervises conducting students in the Concert Chorus and the Women' s 
Chorale, teaches graduate choral conducting, and adniinisters the MM and 
DMA programs in Choral Conducting. Dr. Jones is also the conductor of the 
BU Tanglewood Institute Young Artists' Vocal Program Chorus, an auditioned 
ensemble of high school singers which rehearses and performs at Tanglewood in 
the summer. 
Recognized as a distinguished clinician, adjudicator, teacher and conductor, she 
has led many all state and regional choruses, workshops and master classes in 
the US, Europe, South America, Canada, and Asia. She has been invited to teach 
and conduct at North Texas, Michigan State, Missouri, University of Miami, Sa 
Diego State, University of Missouri-Kansas City, Southern Methodist Univers 
and Westminster Choir College of Rider University, University of Kentucky, ana 
the University of New Mexico. 
From 1984-1998, Dr. Jones was the assistant conductor to the late Robert Shaw 
and the Atlanta Symphony choruses, where she was Assistant Conductor for 
Choruses, sang in the alto section, assisted with the Robert Shaw Chamber 
Singers and helped to organize the Robert Shaw Institute. She sang and 
recorded with the Festival Singers both in France and in the U.S. The Festival 
Singers were also represented in performances of major works for chorus and 
orchestra at Carnegie Hall in a series of performance workshops. After Shaw's 
death in 1999, Dr. Jones was invited to conduct the Robert Shaw Tribute Singers 
for the American Choral Directors Association conferences in San Antonio and 
Orlando. 
Choruses at Boston University have been invited to appear at conventions of 
the American Choral Directors Association (ACDA) in Boston and New York 
City. Dr. Jones has traveled with. a group of BU graduate students to Padua 
and Venice, Italy, to perform and to study. A similar trip was made to Oslo and 
Bergen, Norway. In the spring of 2009, the graduate conducting students joined 
Dr. Jones at the national convention of ACDA in Oklahoma City, where she 
was invited to prepare and conduct the world premiere of a work by Dominick 
Argento. The conductors sang in the chorus and assisted in the preparations for 
the performance. 
Among the honors which Dr. Jones has received are the coveted Metcalf Award . 
for Excellence in Teaching from Boston University, a Fulbright professorship ' 
Brazil, and a lectureship for the Lily Foundation. At the National Conference 
of the American Choral Directors Association on March 9, 2011, Dr. Jones was 
named the recipient of the Robert Shaw Choral Award for distinguished service 
to the profession, the highest award given by the association. 
Dr. Jones is a native of Iowa, and her degrees are from the University of Iowa. 
Program Notes 
Locus iste, WAB23 
Virga Jesse floruit, WAB52 
Anton Bruckner 
Anton Bruckner was initially a self-taught musician and an individual driven 
by zealous faith. From the age of ten he played the organ for church services in 
his native Ansfelden, Austria (a present-day suburb of Linz), and later became a 
chorister at the St. Florian monastery. As a composer, he was highly critical of 
himself and constantly revised his work. He sought a formal education at the 
Vienna Conservatory and received a performance diploma at age thirty-seven. 
Eventually, however, his self-doubt led to a nervous breakdown six years later. 
Fortunately, he recovered and went on to compose liturgical motets, masses, and 
phonies that are part of today' s standard choral and orchestral repertoire. 
r in his life Bruckner was also appointed professor of organ and composition 
at Vienna University, and awarded an honorary doctorate from the same institu-
tion. 
Bruckner's choral compositions were influenced by the high Renaissance style 
(i.e. in the vein of Palestrina). His use of homophony and contrasting imita-
tion within his a capella motets suggest a similar structure. Bruckner, however, 
ventured more boldly in his modulations and harmonic digressions, making him 
a !:July Romantic composer. Additionally, Bruckner had a keen understanding of 
chord voicing within the vocal ranges which, coupled with the Latin language, 
allows for a naturally lush sonority. 
Opening this evening's concert is Anton Bruckner's sacred motet Locus iste. 
Bruckner composed this motet in 1869 for the dedication of the chapel of the 
Linz cathedral, where he served as organist. The beauty of this motet lies in its 
carefully-crafted simplicity. The first section is homophonic and migrates little 
within the context of C major. In the second section, Bruckner builds tension and 
release through chromatic movement and dynamic contrast before returning to 
the initial theme. A deceptive cadence delays the resolution before the final state-
ment is heard in the tonic key. 
Bruckner proves himself to be a master of pacing in tonight's second motet, Virga 
Jesse floruit, a work both symphonic in range and epic in scope. The piece quietly 
begins with an allusion to chant and thef1 blossoms into a declamation of the 
~irth of the Son of Man. Dramatic pauses coupled with modulations to distant 
areas intensify the progression of the motet. A prime example of this may 
seen in the central "pacem Deus redidit" section ("God gives peace to man"). It 
begins in the key of C major (VI in relation to the opening key of E minor) and 
chromatically progresses through a succession of dominant keys. It then finishes 
with a deceptive cadence in the key of Eb (bVII). Bruckner chromatically modu-
lates back to the home key of E major during the text "reconciling the lowest to 
highest with Himself' (translated), as emphasized by a clear, descending gesture 
articulated in the soprano voice. 
Harmonically, the piece is complete. Musically, however, the preceding climatic 
moments have only been precursory. Bruckner uses the final, triumphant "Al-
leluia" section in the home key to house the true zenith of the piece- the point at 
which the choral ranges are the most expanded. A subsequent descending figure 
sung three times by the tenor voice brings the motet to a tranquil conclusion. 
Nun komm der Heiden Heiland, BWV 61 
Johann Sebastian Bach 
Nun komm der Heilden Heiland is a captivating and delightful cantata composed 
by Johann Sebastian Bach during his first year as Concertmaster of the Weimar 
court chapel. It was written for the first Sunday of Advent, and initially per-
formed on December 2, 1714. Erdmann Neumeister, the librettist, chose the fir 
verse of Martin Luther's setting of Veni redemptor genitum (the primary advent. 
hymn of the Lutheran church), for the first movement. Bach sets the chorale 
melody within the context of a French Overture (i.e. the dotted rhythms played 
by the strings), a genre which would have heralded the entrance of a French 
king during that time. Each voice of the chorus proclaims the first phrase in turn 
("Now come, Savior of the heathen"), and joins together for the second phrase 
("known as the virgin's child"). The third phrase of the chorale forms the middle 
of the overture and is a quick fuga to ("All the world marvels"), with the strings 
playing colle parte (doubling the vocal parts). The chorus unites at the end of the 
movement to state the final phrase of the chorale ("God has ordained Him for 
such a birth"). 
The tenor recitative describes the individual's awe of the Savior humbling Him-
self as a man, while he implores the Savior to bless the church for the New Year 
in the pleasant da capo aria which follows. The aria is a point at which Bach 
generously offers his gift of composing beautiful melodies. The similarity of me-
lodic contour and range of the unison strings and the tenor voice is an example 
of collaboration par excellence. 
The fourth movement, in which the bass sings as the vox Christi ("voice of 
Christ''), is the climax of the cantata. The text is Revelation 3:20: "Behold, I stand 
at the door and knock: if any man hear my voice and open the door, I will come 
in to him, and dine with him, and he with Me." The persistent knocking on the 
door is vividly realized by the pizzicato articulation in the strings, and a sense of 
urgency is instilled by the fully-diminished seventh chord and bass pedal heard 
from the beginniri.g. Bach ingeniously depicts the miracle of reconciliation wi' . 
only ten measures, and the recitative peacefully concludes in the key of G maj 
The da capo aria for soprano and continuo is the charming response to the pre-
ceding recitativo, and the most intimate moment of the cantata. In it, the indi-
vidual cheerfully embraces the Savior with the complete devotion of her heart. 
Bach revised his custom of ending the cantata with the initial chorale. He instead 
sets the final stanza of Philipp Nicolai's hymn Wie schon leuchet der Morgenstern, 
the "Morning Star" melody which the Weimar congregation would readily rec-
ognize. (Incidentally, Mendelssohn. would do the same thing over two centuries 
later at the end of the chorus "There shall a star come forth from Jacob" from his 
unfinished oratorio, Christus.) At the beginning of the chorale, the lower three 
voices of the chorus proclaim "Amen!" and sing the third phrase of the chorale 
before the final phrase is heard as a descant in the soprano voice. The strings 
divide into five parts-in which the violins soar overhead-and create a joyfully 
fresh affect of Advent celebration and anticipation of the seconding coming of the 
crowned Savior. 
God arise, and let his enemies be scatter'd 
dos anthem lla, HWV 256a 
Georg Frideric Handel 
-Daniel Peterson 
We can be grateful that in the early decades of the eighteenth century, a certain 
Henry James Brydges had both a keen talent for raising his financial and social 
fortunes and a keen desire to show them off. Without both of these factors, the 
set of church anthems known collectively as the Chandos anthems (named for 
Henry's dukedom, invented and bestowed in 1719) would never have seen the 
li~ht of day. 
Before he lost his fortunes to a financial bubble, Brydges's resour<:es were sub-
stantial enough to support massive expenditures in architecture, visual arts and 
music. Even so, his performing resources were limited relative to a larger musical 
institution such as the Chapel Royal, and thus most of the Chandos anthems call 
for small forces: sometimes only three voice parts, and often no violas. 
Handel was not one to let a good musical idea remain underemployed. He is 
among the most (in)famous self-plagiarizers in Western music history, the aes-
thetic and philosophical implic?tions of which are too broad to be argued here. In 
any event it seems that the rather militant text of Psalm 68 suggested to Handel 
several reworkings of the great Latin-texted wor~ of his early 20s, the Dixit Do-
minus, an extended Psalm setting brimming with affective extremes and youthful 
exuberance. 
In the first chorus of the anthem, for example, Handel deftly transforms his ear-
setting of "implebit ruinas" ("he shall fill the places with the dead bodies") 
a musical evocation of the scattering of God's enemies, coupled with an ap-
parently original and virtuosic shaking sixteenth-note figuration. The second half 
of this chorus is inspired from the "conquassabit" ("he shall smite in sunder," i.e. 
"split open") section of the Dixit, where the separated chords now suggest the 
flight of God's enemies. Handel takes greater advantage in his latter setting of the 
triple meter to employ a series of extended hemiolas, by which the pace of the 
music seems suddenly to be cut in half. 
Two arias follow, the first for tenor and the second for soprano. Handel man-
ages in the tenor aria to suggest the vanishing of smoke and the melting of wax 
without losing the overall momentum of the piece. "Let the righteous be glad" 
for soprano is a charming respite from the psalm's focus on the punishment of 
God's enemies. Handel's gift for melodic and structural integration is here fully 
apparent. 
The chorus picks up the more gentle tone of the soprano aria, singing the praises 
of God with a relatively dense web of polyphony in a lilting 12/8 meter. The no-
tion of the multitudes praising God is emphasized by the fact that, for the first 
section of the work, only alto and bass sing- just those voice parts not represent-
ed by solos, which is likely not a coincidence. Thus the latter half of this move-
ment seems all the more resplendent. 
Movement six for chorus, labelled "accompagnato," gives the impression of an 
improvised organ prelude for voices. It is a brief introduction to the chorus that 
follows, and here Handel returns to the mood of righteous indignation with 
which the anthem began. Here even more familiar material presents itself, par-
ticularly to fans of Messiah. Handel sets the text "both the chariot and horse are 
fall'n" to a series of falling thirds, followed by an eight-note flourish, a pair of 
figures that later finds its way into the passage "and cast away their yokes from 
us," the second half of. the chorus "Let us break their bonds asunder." 
We have known Handel to be both borrower and lender, and in the final cho-
rus one can see a bit of both tendencies. Both the broad musical gesture setting 
"blessed be God," and one of the "alleluja" figures, have an antecedent in "Tu es 
sacerdos" from Dixit Dominus, while the arpeggiated exclamations of "alleluja" 
are a clear prelude to Handel's most famous chorus of the same name from Mes-
siah. 
< 
-Michael Barrett 
Six Chansons 
Paul Hindemith 
The Germans have captured the French! Rainer Maria Rilke (1875-1926), con-
sidered one of the finest 20th-century German literary figures, wrote over 400 
poems in French -likely spurred by his move to Paris in 1902. A departure from 
~s lyrical German poetry, Rilke's new form, the "object poem" (Ding-Gedech•' 
a~med at depicting the essence of a physical object. Rilke developed his new te~ · 
mque while writing a book on the French sculptor Auguste Rodin (1840-1917). 
Surely Rilke's association with Rodin fostered a growing awareness of visual art, 
wh.ich. in turn fueled his desire to linguistically capture landscapes and objects. 
Comctdentally, fellpw German, Paul Hindemith (1895-1963), discovered Rilke's 
exquisite French poetry, setting Six Chansons to music in 1939 -one year prior to 
r 
{ 
I 
.( 
}tis emigration from ~w~tzerland to the United States. Hindemith's Six Chansons 
ttarken- rather convmcmgly- back to the French Renaissance chanson. Charac-
teristic of a typical chanson text, the poems are light-hearted. Text painting was 
a}so an important element of the Renaissance chanson. The wedding of text and 
melody in Un Cygne ("The Swan") is quite masterful. The soprano or tenor voices 
embody the swan, as the water, on which the Swan glides, is artfully depicted 
via the texture of the accompanying voices. Un puisque tout passe ("Since all is 
passing") is as fleeting as its text; Hindemith surely assists Rilke in painting vivid 
pictures. Note that the me~odies of all the _movements posse~s that je ne sais quai 
which makes them undemably French. Hmdemth's harmomc language further 
exudes French flavor but jettisons the listener into the 20th-century- all of the 
pieces push the envelope in regard to dissonance and harmonic function. They 
are, however, all fundamentally diatonic. Although Hindemith employs, for 
inStance, nearly every note of the scale within the opening measures of En Hiver 
f • Winter"), a sense of tonality pervades. 
-CoryWikan 
Text and Translations 
Locus Iste 
Anton Bruckner 
Locus iste a Deo factus est, 
lnaestimabile ·sacramentum, 
irreprehensibilis est. 
Virga Jesse floruit 
· Anton Bruckner 
Virga Jesse floruit: 
Virgo Deum et hominem genuit: 
pacem Deus reddidit, 
in se reconcilians imo summis. 
Alleluja. 
Nun komm der Heiden Heiland, BWV 61 
Johann Sebastian Bach 
1. Chor 
Nun komm, der Heiden Heiland, 
Der Jungfrauen Kind erkannt, 
Des sich wundert alle Welt, 
Gott solch Geburt ihm bestellt. 
("Nun komm, der Heiden Heiland," 
verse 1) 
2. Rezitativ Tenor 
Der Heiland ist gekommen, 
Hat unser armes Fleisch und Blut 
An sich genommen 
Und nimmet uns zu 
Blutsverwandten an. 
0 allerhochstes Gut, 
Was hast du nicht an uns getan? 
Was tust du nicht 
Noch Uiglich an den Deinen? 
Du kommst und laBt dein Licht 
Mit vollem Segen scheinen. 
This place was made by God, 
a priceless sacrament; 
it is without reproach. 
The branch from Jesse blooms: 
a Virgin brings forth God and man: 
God restores peace, 
reconciling in Himself the lowest with 
the highest. 
Alleluia. 
1. Chorus 
Now come, Savior of the heathens, 
known as the Virgin's child, 
over whom the whole world marvels, 
that God had ordained such a birth for 
Him. 
2. Recitative Tenor 
The Savior has come, 
has taken our poor flesh and blood 
upon Himself 
and claims us as blood-brothers. 
0 Highest Good, 
what have You not done for us? 
What do You not do 
still daily for Your own? 
You come and allow Your light 
to shine full of blessing. 
3, .Mie Tenor J(omm, Jesu, komrn zu deiner Kirche 
Vnd gib ein selig neues Jahr! 
Befordre deines Namens Ehre, 
Erhalte die gesunde Lehre 
Vnd segne Kanzel und Altar! 
4, Rezitativ Bass 
Siehe, ich stehe vor der Tiir und klopfe an. 
So jemand meine Stimme horen wird und 
die Tiir auftun, zu dem werde ich eingehen 
und das Abendmahl mit ihm halten und er 
mitmir. 
3. Aria Tenor 
Corne, Jesus, come to Your church 
and grant a blessed new year! 
Support the honor of Your name, 
uphold the sound teachings 
imd bless the chancel and altar! 
4. Recitative Bass 
Behold, I stand at the door arid knock. 
Anyone that hears My voice and opens the 
door, to him I will enter and keep the eve-
ning meal with him and he with Me. 
(Revelation 3:20) 
5. Arie Soprano 
Offne dich, mein ganzes Herze, 
Jesus kommt und ziehet ein. 
Bin ich gleich nur Staub und Erde, 
Willer mich doch nicht verschmahn, 
Seine Lust an mir zu sehn, 
DillS ich seine Wohnung werde. 
0 wie selig werd ich sein! 
6. Choral 
Amen, amen! 
Komm, du schone Freudenkrone, bleib 
nicht lange! 
Deiner wart ich mit Verlangen. 
("Wie schon leuchtet der Morgenstern," 
verse 7 refrain) 
5. Aria Soprano 
Open yourself, my entire heart, 
Jesus comes and enters in. 
Even though I am only dust and earth, 
yet He does not scorn 
to reveal His joy to me, 
so that I may be His dwelling. 
0 how happy will I be! 
6. Chorale 
Amen! Amen! 
Corne, you lovely crown of joy, 
do not delay! 
I await you with longing. 
Erdmann Neumeister 1714; "Nun komrn, der Heiden Heiland," verse 1: Martin 
Luther 1524 (rnov't. 1); Revelation 3:20 (rnov't. 3); ''Wie schon leuchtet der Mar-
,· tern," verse 7 refrain: Philipp Nicolai 1599 (rnov't. 6) 
©Pamela Dellal 
Let God arise, and let his enemies be scatter'd 
Chandos anthem lla, HWV 256a 
Georg Frideric Handel 
1. Sonata 
2. Chorus 
Let God arise, and let his enemies be scatter'd; 
let them also that hate him, flee before him. 
3. Tenor solo 
Like as the smoke vanisheth, so shalt thou drive them away; 
like as wax melteth at the fire, so let the ungodly perish at the presence of 
God. 
4. Soprano solo 
Let the righteous be glad, and rejoice before God; 
let them also be merry and joyful. 
5. Chorus 
0 sing unto God, and sing praises unto his name. 
6. [Accompagnato] Chorus 
Praised be the Lord. 
7. Chorus 
At thy rebuke, 0 God, both the chariot and horse are fall' n. 
8. Chorus 
Blessed be God, alleluja. 
-
Six Chansons 
paul Hindemith 
poetry by Rainer Maria Rilke 
1. UnCygne 
Un cygne avance sur l'eau 
tout entoure de lui-meme 
comme un glissant tableau; 
ainsi a certains instants 
un etre que 1' on aime 
est .tout un espace mouvant. 
n se rapproche double 
comme ce cygne qui nage 
sur notre arne troublee ... 
0' . a cet etre ajoute 
mblante image 
de onheur et de doute. 
2. LaBiche 
0 la biche; quel bel interieur 
d'anciennes forets dans tes yeux 
abonde; 
combien de confiance ronde 
m~lee a combien de peur. 
Tout cela, porte par la vive 
gracilite de tes bonds. 
Mais jamais rien n'arrive 
a cette impossessive 
ignorance de ton front. 
3. En River 
En hiver, la mort meurtriere 
entre dans les maisons; 
elle cherche la soeur, le pere 
et leur joue du violon. 
Mais quand la terre remue, 
sous la heche du printemps, 
la mort court dans les rues 
lue les passants. 
l.ASwan 
A swan advances over the water 
all wrapped up in itself 
like a gliding tableau. 
Thus at certain moments 
a being that one loves 
seems just like a moving space. 
He draws near, doubled 
like that swan who swims 
across our troubled soul, 
who adds to this being 
the trembling image 
of happiness and of doubt. 
2. The Doe 
0 doe, what lovely ancient forest 
depths abound in your eyes; 
how much open trust 
mixed with how much fear. 
All this, borne by the brisk 
gracility of your bounds. 
But nothing ever disturbs 
that unpossessive 
unawareness of your brow. 
3. In Winter 
In Winter, murderous Death 
comes into the houses, 
seeks out sister and father 
and plays to them on the fiddle. 
But when the earth turns 
under Springtime's spade 
Death runs through the streets 
and greets the passers-by. 
4. Printemps 
0 melodie de la seve 
qui dans les instruments 
de tous ces arbres s'eleve, 
accompagne le chant 
de notre voix trop breve. 
C'est pendant quelques mesures 
seulement que nous suivons 
les multiples figures 
de ton long abandon, 
o abondante nature. 
Quand il faudra nous taire 
d'autres continueront ... 
Mais a present comment faire 
pour te rendre mon 
grand coeur complementaire? 
5. Verger 
Jamais la terre n'est plus reelle 
que dans tes branches, o verger blond, 
Ni plus flottante que dans la dentelle 
que font les ombres sur le gazon. 
La se rencontre ce qui nous reste, 
ce qui pese et ce qui nourrit, 
avec le passage manifeste 
de la tendresse infinie. 
Mais a ton centre la calme fontaine, 
presque dormant en son ancien rond, 
de ce contraste parle a peine, 
tant en elle il se confond. 
6. Puisque tout passe 
Puisque tout-passe, faisons 
la melodie passagere; 
celle qui nous desaltere 
aura de nous raison. 
Chan tons ce qui nous quitte 
avec amour et art, 
soyons plus vite 
que le rapide depart. 
4. Spring 
0 melody of the sap 
that rises in the instruments 
of all these trees, 
accompany the song 
of our too-short voices. 
It is only for a few measures 
that we follow 
the manifold figurations 
of your long abandon, 
0 abundant nature. 
--
When it comes time for us to fall silent 
others will carry on ... 
But for now what can I do 
to make my whole heart 
a complement to you? 
5. Orchard 
Never is the earth more solid than 
in your branches, 0 fair orchard, 
Nor more floating than in the lacework 
the shadows make upon the grass. 
There we meet what remains to us, 
what has weight and nourishes us, 
along with the manifest passing 
of infinite tenderness. 
But at your heart the calm fountain, 
almost asleep in its ancient circle, 
speaks hardly at all of these contrasts, 
so much are they mixed up in it. 
6. Since Everything Passes 
Since everything passes, 
let us make fleeting melody; 
the one that refreshes us 
will get the better of us. 
Let us sing that which is leaving us 
with love and art; 
let us be quicker 
than its swift departure. 
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